In the recent years, audiovisual heritage has been increasingly recognized as a vital resource for political, historical and social research. In several countries audiovisual material, i.e. film, video and audio, have gained full recognition as part of their cultural heritage. The article is based on a MLIS thesis at the University of Iceland that researched the historical development and present situation of ten Icelandic audiovisual archives and collections preserving unique audiovisual material. Case study and qualitative research methods were used. A literature review was supplemented by original data collected by conducting interviews with the staff of ten audiovisual collections. The article gives an overview of these collections and their present situation in terms of preservation, digitization, collection size, storage conditions, cataloguing and staff. An attempt is made to seek an understanding of the extent to which the authorities have recognized audiovisual documents as part of Icelandic cultural heritage. Icelandic cultural policies have evolved in a text-orientated environment, the roots of which lie in a literary tradition of more than 700 years, most prominently represented by the Icelandic Sagas. As a result, the Icelandic audiovisual heritage has received limited attention from the authorities. Iceland has no national audiovisual archive. The Archive of the National Broadcasting Service RÚV could well be considered one because of the range and size of its collection, but it lacks the necessary official acknowledgement and legal status. The collections studied appeared to be in a relatively good condition, but insufficient awareness of the needs of audiovisual preservation threatens to leave the collections outside the mainstream of digitization of cultural heritage.
Introduction
For centuries, written text has been the main medium of recording and preserving people's memory. During the nineteenth century new forms of external memory appeared: photography, sound transmission and sound recording, then moving images. The new audiovisual technology revolutionized the recording of key events bringing along new media: radio, cinema and television. As a consequence, a new type of cultural heritage emerged, with the audiovisual heritage becoming an integral component of contemporary life and culture.
In recent years the authorities in many countries have come to acknowledge the importance of audiovisual documents as part of the nation's cultural heritage. The growing awareness has helped the audiovisual archives to gain legal status inside the mainstream of archiving. In many countries national audiovisual archives have been founded, although the majority of the audiovisual documents of film, video and audio are still preserved in non-specialised institutions like libraries, museums, archives, research institutes, and broadcasting companies.
The present research was conducted to gain understanding of the preservation of audiovisual heritage in Iceland, a tiny island state in the North Atlantic with the population of approximately 330,000. Settled from Norway in 874 A.D., Iceland has been one of the remotest corners of Europe, though not entirely isolated from the outer world. The Viking heritage of sea voyages possibly contributed to the fact that, as early as the Middle Ages, young Icelanders sought education abroad. Up to the Second World War, Iceland was one of the poorest corners of Europe. The second half of the twentieth century, however, witnessed the success story of this island state, establishing it among the top ten of the richest and most developed countries in the world.
In spite of its geographical remoteness and tiny size, Iceland can pride itself for some important contribution to the world's cultural heritage. The Sagas of the Icelanders are considered unique among the vernacular prose literature of the world. Believed to have been written in the thirteenth and fourteenth centuries, the Sagas are prose histories in the Old Norse language describing events that took place amongst the Norse and Celtic inhabitants of Iceland in the tenth and eleventh centuries. The sagas that told the story of the island's first inhabitants have been essential for the national identity of Icelanders, many of whom can trace their origins to the first settlers. The Sagas were widely used for learning as well as entertainment, and, although poor, cold and hungry for hundreds of years, the Icelanders entered the twentieth century with a literacy rate of almost 100%.
The idea to conduct research into the audiovisual archives in Iceland occurred as the author received an informal inquiry on the situation of audiovisual archiving in Iceland. After some preparatory study, it appeared that very little material was available on the preservation of Icelandic audiovisual materials and collections. In January 2008 the results of the TAPE (Training for Audiovisual Preservation in Europe) survey on audiovisual archives and collections in Europe, conducted in 2005 Europe, conducted in -2006 , was published. The final report of the survey revealed that, without naming the institutions, two audiovisual archives from Iceland had also participated in the survey (Klijn and de Lusenet 2008) . The evident neglect of the topic prompted the author to commence the present study.
The aim of the study
The aim of this research was to examine the current situation in the preservation of the audiovisual materials that form the bulk of the audiovisual heritage of Iceland. The preparatory study of the literature including articles, reports, legal and organizational documents, case studies, official guidelines, etc., was carried out between February 2008 and September 2008. As a result of this work, three research questions evolved: The study focused on audiovisual collections preserving films, video and audio recordings, leaving out collections preserving photographic material. The emphasis was on the institutions that preserve unique audiovisual materials which form -in a narrower sense -the audiovisual heritage of Iceland. Therefore, libraries or other institutions whose holdings consist of commercially produced audio and video material held in multiple copies were excluded. However, the institutions that function as legal deposit bodies for audiovisual material were included in the research.
Research design and research population
The research was conducted as a multiple case study, i.e. several cases were researched within the same project. In a multiple case study, the researcher provides a description of the setting, searches for themes, aggregates data into themes and compares them (Stake 1995) . The sample selection for the research was purposive. Purposive sampling allows the researcher to choose a case because it illustrates some feature or process in which he/she is interested (Silverman 2005) .
After some preparatory inquiries, ten institutions that hold the bulk of Iceland's audiovisual heritage were chosen for the research:
• The National Museum of Iceland (Þjóðminja- Two of the archives, the National Film Archive of Iceland and Centre of Oral History are independent institutions that specialize in collecting and preserving audiovisual material, while the remaining eight audiovisual collections are departments or lower administrative units of broadcast companies or larger educational and cultural institutions. All the collections and archives are situated in the capital of Iceland, Reykjavík, or in its neighbouring municipalities, the area collectively referred to as the Greater Reykjavík Area with the population of over 200,000.
Data collection and analysis
Case studies often use multiple methods of data collection (Stake 1995) . According to Yin (2003) the case study's unique strength is its ability to deal with a full variety of evidence -documents, artefacts, interviews and observations.
The data collection for the present study was twofold. Focused interview was chosen as the primary data collection instrument to conduct interviews with the staff of the selected audiovisual collections. In a focused interview, the respondent is interviewed for a relatively short time, e.g. for an hour, and the interviewer is likely to be following a certain set of questions derived from a case study protocol. However, the focused interview still remains open-ended and assumes a conversational manner (Merton, Fiske and Kendall 1990) .
A sizeable range of resources including articles, reports, legal and organizational documents, case studies, official guidelines etc., both printed and electronic, were studied prior to and after carrying out the interviews. Analyzing these documents was vital for gaining insight into the historical development of some of the audiovisual collections.
In conducting the interviews an interview guide generally based on the TAPE (Training for Audiovisual Preservation in Europe) survey questionnaire from 2005-2006 was used, though several changes were made to the original list of questions to suit the character of the institution. All in all, 14 interviews with 15 staff members were conducted in ten audiovisual archives and collections. Since most of the institutions are small, one interview was conducted in each of them. However, in the archive of the Icelandic National Broadcasting Service four staff members were interviewed and in one collection two staff members were interviewed simultaneously. The length of the interviews varied from about 30 to 75 minutes.
In the course of the data analysis open and focused coding was carried out by using the comment function of a word processing program. Open coding is done working through the interviews line by line, identifying themes and categories that seem of interest. In the second stage, focused coding is done going through the data concentrating on key themes identified during open coding (Esterberg 2002 (Jónsson 1994) . Probably until the late 1960s all Icelandic audio records were deposited with the Department of Audio Recordings. After the Department of Audio Recordings was closed down in 1971, the archive of the National Broadcasting Service RÚV carried on with the task of collecting and preserving Icelandic music recordings. The audiovisual material preserved by the National Museum forms a very minor part of the Museum's overall holdings and has enjoyed little attention and funds.
In 1964 the Árni Magnússon Institute for Icelandic Studies, then known as the Manuscript Institute (Handritastofnun), began its first project of audio recording Icelandic folklore. Presently the Folklore Collection of the ÁMI holds the largest folklore collection in Iceland, amounting to over 2,000 hours of audio recorded folklore, including rímur chants and other types of folk songs, folktales, various poetic genres, descriptions of folk customs, place name lore and memoirs. One of the aims in developing the collection has been to gather in one place the copies of all Icelandic folkloric material available. Over the years the Folklore Collection has received copies of folkloric material recordings from the National Broadcasting Service, the National Museum of Iceland and of those recorded by Kvaeðamannafélag (Chanters' Society) Iðunn.
The youngest audiovisual archive in Iceland, the Centre of Oral History was established in January 2007 at the National and University Library of Iceland as a joint project of a few cultural and educational institutions. The aim of the Centre is to collect, catalogue and preserve oral documents on the history of Iceland and Icelanders and to make them available for the public (Miðstöð munnlegrar sögu n.d.). It has launched a few collection projects of its own, e.g. on people's experience of the collapse of the Icelandic banking system in 2008. The Centre also intends to assist the numerous local museums and regional archives that have a considerable amount of oral documents in their possession in cataloguing and transferring their analogue material to digital formats.
The National Film Archive of Iceland, founded in 1978, preserves not only professional films and video, but also amateur footage on various formats. Since the Legal Deposit Act of 2002 the NFAI has been legally obliged to deposit Icelandic films and published video as well as the state TV and radio programmes. Besides holding the largest Icelandic moving image collection, it appears likely to be the best equipped audiovisual collection in Iceland from a technical standpoint. At the same time it is the only institution that owns storage facilities that comply with the international standards for the preservation of AV material.
The Audiovisual Department of the National and University Library of Iceland is responsible for the legal deposit of published Icelandic music recordings, audio books, and shares the legal deposit of film and video with the National Film Archive. Although the AV Department was made responsible for the legal deposit of audio recordings in 1977, claiming the deposit material did not go smoothly during the first years, but improved considerably from 1990 onwards (Jensdóttir 1998) .
The archive of Icelandic National Broadcasting Service (RÚV) comprises the Radio and TV archives and the biggest collection of Icelandic music recordings. The National Radio was founded in 1930 and the Icelandic Television started broadcasting in 1966. The oldest recordings in the RÚV archive date back to 1935-1936 when the National Radio started recording its programmes on discs (Hauksson 1989) . For years the Music Department of the National Radio also collected records and discs with Icelandic music, buying them either directly from producers or from record shops. Although the legal deposit obligation lies with the National and University Library, the RÚV Archive has continued to purchase most of the Icelandic music recordings.
The study also involved two other television archives. The TV Channel Stöð 2, founded in 1986 following the lifting of the state monopoly on television broadcasting, was the first privately owned television station in Iceland. The TV Channel Skjár 1, a free Icelandic TV entertainment channel, began broadcasting in October 1999. The National Theatre of Iceland, founded in 1950, has a collection of audio and video recordings of the theatre's performances and some concerts. Over the period of 1950 to 1991 the performances of the National Theatre were audio-recorded with a few, exceptionally, as video-recordings. However, since 1991 the practice has been to video-record all of the theatre's production. Table 1 gives an overview of the age and contents of the studied AV collections. Five institutions out of ten hold both audio and video material. So far, three collections, the National Museum, the Folklore Collection of Árni Magnússon Institute and the Centre of Oral History, have preserved mainly audio material. However, plans have been made in the latter two institutions to start video-recording oral tradition.
The collections studied vary greatly in size, although it is not straightforward to compare them as only two institutions measure their holdings in hours, while the majority quantify their materials in items. The Folklore Collection of ÁMI holds approximately 2000 hours of recorded folklore. The Centre of Oral History appears to be the most rapidly growing collection, except for the RÚV Archive. Although founded only in January 2007, in slightly more than two years its holdings came up to 600 hours of recordings (see Table 1 ).
By far the largest collection of audiovisual material is held by the RÚV Archive. According to data received from RÚV in the spring of 2009, the holdings amounted to more than 121,000 discs, films and tapes. These quantities can be regarded only as a rough estimate of the total size of the collection as some of the material is either not catalogued or provided with inadequate documentation. Among the 10 institutions only one, the TV Channel Stöð 2, had All the collections studied hold audiovisual material in both analogue and digital formats. The broadcast archive of the private TV Channel Skjár 1 appeared to come closest to being all-digital, while in the National Museum of Iceland the large majority of the material was assumed to be on different analogue formats.
Preservation
One of the first major preservation projects was launched in 1984 in the Folklore Collection of the ÁMI, involving the transfer of contents from the original magnetic tapes to higher quality storage tapes. Generally, in most of the collections at least some work had been done to transfer audiovisual material to more modern carriers, either analogue or digital. Yet none of the collections studied had a formal preservation programme. However, the work of compiling such a programme was underway in the RÚV Archive. It also appeared that "preservation programme" was a term open to different interpretations. For example, the Centre of Oral History followed the rules of the National Library for the preservation of digital data while the TV Channel Skjár 1 had entered upon an agreement with the National Film Archive to deposit all its production with the Film Archive no later than six years after the first transmission.
The results of the research showed that in five collections out of ten the staff considered their holdings to be in a good or relatively good condition. In four institutions, including the AV Department of the National and University Library that functions as a legal deposit body, the staff admitted that either they did not have a satisfactory overview of the condition of their collection or that they were not aware of in what condition some parts of the collection were.
In one institution, the National Film Archive, the condition of the holdings was systematically monitored, e.g. to detect the 'vinegar syndrome' (cellulose triacetate degradation of film). In the other collections, no specific monitoring activities were practised. Some respondents pointed out that they were unable to check the condition of the carriers as they did not have the necessary playback equipment.
Generally, in the broadcast archives the material recorded on discs has survived relatively better than the programmes on magnetic tapes that often had to be erased in order to be reused. The National Broadcasting Service RÚV has followed the policy of preserving practically all its broadcast material since the late 1980s. Before that the selection what to preserve had been made by the senior management of the RÚV (Hauksson 1989) . Since the instalment of the digital transmission system 'Dira' in 2007 all the RÚV programmes have been preserved.
According to the Broadcast Act of 2000 (Útvarps-lög 53/2000), the private TV channels are obliged to preserve their broadcast material for 18 months. Nevertheless, the private TV channels Stöð 2 and Skjár 1 have followed the policy of preserving the majority of their original programmes. It was revealed in the interviews that sometimes the preservation of the broadcast material had very much depended on the dedicated work and personal enthusiasm of the staff: "... and if I was being pushed to erase something, then I always tried to get a written order from the general manager, because we as an archive did not want to be responsible for the destruction of material."
It is difficult to judge to what extent the programmes have been valued as commercial assets and resources for new production. However, discussions on long-term preservation have often ended without any results: "… it's always said, how much it costs, yes, a hundred thousand (Icelandic krónas), no, it's not possible. There is no money, let's forget about it."
Digitization
Probably the first project to transfer analogue material to digital format was initiated in the National Broadcasting Service RÚV in 1997. The present study revealed that in eight collections out of ten, at least some digitization of the audiovisual material had been performed. As a rule, audiovisual materials were digitized upon request, e.g. when an item in analogue format was needed in a new production or user copies were ordered by customers. It appeared that only two collections out of ten, the National Museum of Iceland and the AV Department of the National and University Library, were not involved in digitization activities. The holdings these collections have in digital format have been born digital.
Three institutions out of ten, the ÁMI, the RÚV and the Icelandic Academy of the Arts were involved in systematic digitization, i.e. had a digitization project underway in the autumn of 2008. The two latter projects were executed in-house by specially employed staff while the Folklore Collection of the ÁMI was being digitized in cooperation with the Icelandic Music and Cultural Heritage Project Ísmús.
The majority of the institutions admitted the need for digitizing their analogue material, the main reasons for digitization being improved access and preservation as well as "convenience in storage and handling."
In most cases shortage of funds and staff accounted for why the collections had not been able to launch systematic digitization projects. In the National Film Archive the staff had to consider all cases of migration individually and used cheaper digital tapes. However, all high quality digitization had been outsourced to specialists abroad. In one of the two private TV channels digitization was only performed due to rebroadcasting needs and executed by the Technical Department which was heavily loaded with work and lacking motivation since there is no legal obligation to preserve the material any longer than 18 months.
It has been estimated in the National Broadcasting Service RÚV that the archive would need about €3.2 million to digitize the AV collection, not including cataloguing and the cost of possibly outsourcing some of the work to specialists abroad. In 2007, for example, the RÚV received about €65,000 for digitization purposes. If the annual funding remains the same, which seems unlikely because of the difficult economic situation in Iceland after the collapse of the banking system in 2008, the RÚV would take 50 years to complete digitizing its collection.
Some of the interviewed staff, however, expressed concern about digital preservation: "... it is so easy to dispose of it, press delete. But with a tape one has to walk to a waste bin in order to throw it away." TV advertisements, for example, are now produced in computers and just deleted when there is no more space in the server. One staff member expressed scepticism about the digital future of audiovisual material quite bluntly: "This vision of a world without tapes, it is like the "paperless office" ... as was said at the national congress the other day, it is just a distant vision and will never substantiate."
Storage conditions
Carrier preservation, no matter their type (mechanic, magnetic, digital), requires proper temperature, humidity and safety storage conditions. Generally speaking, the Icelandic climate is favourable for the preservation of audiovisual material: the weather is relatively cold with small temperature fluctuations over the year. Despite Iceland being an island, the air is comparatively dry. Since power cuts are rare, it is easy to keep temperature and humidity levels constant in the storage facilities.
The problem with audiovisual storage is that, very often, these collections form just a minor part of a larger heritage collection. Consequently, the audiovisual collections have become practically invisible. The report issued in 2006 on the problems of preservation and storage in the cultural institutions of Iceland did not deal with any of the audiovisual collections, except for the National Film Archive which, anyway, could take pride in the best storage facilities for AV documents (Varðveislu-og geymslumál menningarstofnana sem heyra undir menntamála-ráðuneytið : greinargerð og tillögur starfshóps menntamálaráðherra 1. nóvember 2006 : skýrsla án fylgigagna og upplýsinga um staðsetningu geymslna 2006).
A brief overview of the storage conditions is displayed in Table 2 . It appeared that four institutions out of ten, the National Film Archive, the Folklore Collection of ÁMI, the Centre of Oral History and Skjár 1, had all its collection stored under climatecontrolled conditions. The RÚV had a climatecontrolled storage room for a very minor part of its collection while in the National Museum part of the audio recordings were stored in adequate conditions.
Besides possessing modern storage facilities that comply with international standards for the preservation of audiovisual material, the National Film Archive has also been able to make use of the specialized facilities for nitrate film storage that the National Library of Norway operates in the town of Mo in Rana. Since 1999 the RÚV Archive has been able to store its masters of the so-called film era from 1966 till the 1980s, both news and programme material, in the storage rooms of the NFAI. Although the RÚV preserves the largest collection of audiovisual cultural heritage in Iceland, its archive has no climate-controlled storage facilities for the majority of its holdings.
Four AV collections out of ten were kept in storage rooms where neither the temperature nor the relative humidity levels could be regulated. At least in one collection the staff had detected material deterioration due to fluctuating humidity and temperatures. The National and University Library, though responsible for the legal deposit of published audiovisual material, has not yet been able to guarantee climate-controlled storage facilities for the preservation of copies held by its AV Department. So far the audiovisual media have been stored in the conditions suitable for printed material.
While digital preservation is on the agenda in all the archives and collections studied it is only the Centre of Oral History that aims to make use of a mass storage system that will be installed for the Manuscript Department of the National and University Library.
Cataloguing
The institutions studied had their holdings documented in various types of catalogue: handwritten logbooks, paper sheets bound in folders, card catalogues and electronic databases of different complexity. In a couple of instances the oldest types were still used for searching the material. The simultaneous use of several catalogues was said to slow down the search for needed material. For example, for the retrieval of a radio programme, the RÚV Archive staff had possibly to search in five different catalogues. "It was many systems to search. It was like "What are you looking for?" "It should be in this system", "this system" … it was always, you know, instead of moving information between systems, a new system was always being created … so the information could get locked within the system. Yes, OK, it is a new system. But is it compatible with the old system?" Table 3 presents the overview of the catalogue types used by the collections and the extent of cataloguing. All the ten collections had at least part of their holdings catalogued into an electronic database. In five institutions practically all the holdings were electronically documented. Two heritage institutions used relational databases: one of them a foreign one successfully adopted for the needs of the archive, while the other was being developed by the archive staff in cooperation with another Icelandic heritage project.
In two broadcast archives a database was being used that had not been designed for cataloguing archive material. In 2008 the RÚV Archive began cataloguing its holdings in the database "Dira" that is a digital broadcasting system. Despite "Dira" having been adapted to the needs of the archive as much as possible, cataloguing into it has not been without problems. The TV Channel Skjár 1, however, used a database that had been designed in-house with the needs of a broadcast archive in mind. By the summer of 2009 no audiovisual collection that participated in the research had its catalogue available over the Internet, although the AV Department of NULI and the Academy of the Arts music library have catalogued parts of their collections into the national bibliographic database Gegnir (see Table 3 ).
Besides cataloguing the newest material, some institutions like the AV Department of the NULI and the RÚV are engaged in retrospective cataloguing of older holdings. Sometimes the older documentation, even though it exists, has proved inadequate. This problem has especially surfaced when analogue material is being digitized and simultaneously, the documentation in paper-based catalogues has to be transferred to modern databases. In a few collections, e.g. the RÚV, the National Museum, there is still material that has never been catalogued. The situation is probably worst in the National Museum where most of the recordings made by the Ethnology Department are either not catalogued or the documentation is inadequate. Consequently, there is no trustworthy information about the age of the recordings, their formats, or the total amount of the audiovisual material the National Museum owns. The small archive of the National Theatre as well as the young collections like the Centre of Oral History and the TV channel Skjár 1 take pride in well documented collections and easy-to-search catalogues.
While in the majority of the collections, the level of cataloguing can be considered satisfactory, there are problems connected to backlog material that needs to be documented and to the design and userfriendliness of databases in order to guarantee more convenient cataloguing and retrieval of the material.
Staff and professional knowledge
For the research 15 staff members in ten audiovisual archives and collections were interviewed. Thirteen interviewees had a background in social sciences or arts. The majority had a degree in library and information science, while ethnology, literature, music and history were also represented. The remaining two interviewees had a degree in recording arts and electronics. For the most part the staff working with the audiovisual collections studied had no formal training in the preservation of audiovisual documents. Only one interviewee had participated in a course on audiovisual preservation organized by the EU TAPE project. Two collections out of ten had staff with technical background and versatile experience in working with audiovisual material.
The common problem for practically all the institutions studied seemed to be shortage of staff, which, in turn, was related to the other common dilemma, namely, the lack of necessary funding. A couple of years ago, one of the major archives was even forced to cut the staff almost by one third within one year. Because of shortage of staff the National Film Archive cannot afford to encourage the voluntary deposition of moving image material. For the same reason, the Ethnology Department of the National Museum has not yet been able to catalogue the interviews they preserve as well as to digitize the material collected on older carriers. Another characteristic feature appeared to be that many staff members are working part-time. For example, in one of the larger collections there were no staff employed full-time at the time the interview there was conducted.
The way the staff view themselves as professionals seems to vary considerably between different institutions. Some of the interviewees seemed to consider themselves to be first and foremost the cataloguers of the audiovisual material. Others demonstrated knowledge and interest, for example, in the technologies and formats of audiovisual material, and in the general situation of audiovisual archiving and preservation.
Recognition of AV material as part of Icelandic national heritage
One of the objectives of the present research was to find out whether and to what extent the audiovisual material has been acknowledged as a part of Icelandic cultural heritage by the authorities and in terms of official policies. The Icelandic Ministry of Culture administers matters concerning museums and the national cultural heritage. Support by the state is intended to facilitate the preservation of relics pertaining to the national heritage, and to ensure that the Icelandic cultural heritage is passed on intact to future generations. During the last fifteen years, namely in 1996, 2006 and 2008, the Icelandic government have published a few policy statements on developing the Information Society in Iceland. These documents have also made some references to the preservation of audiovisual heritage; mainly, however, to the AV material in the possession of the Icelandic National Broadcasting Service. In summarizing these policy documents it can be stated that the oldest of them, issued in 1996, is the most detailed in terms of tasks that refer to audiovisual heritage and the focus is clearly on digital material and access to it. Still, even though the audiovisual material is transferred to digital format, there will be the analogue masters that need to be maintained. Audiovisual material has remained almost invisible, being scattered among many cultural institutions and often forming a very minor part of a larger collection. This is very likely the main reason why the technology-based needs of audiovisual archiving have received little attention in the cultural policies.
However, the Icelandic Government has fulfilled some of the important provisions of the European Convention for the Protection of the Audiovisual Heritage (2001) . The Legal Deposit Act passed in 2002 introduced the legal deposit of moving image material, state radio and TV programmes, and published audio recordings. In the Cinema Act No. 137/ 2001, a whole chapter is dedicated to the National Film Archive of Iceland, delegating to it the preservation, documentation, restoration and availability for consultation of deposited moving image material.
In those countries where legal deposit arrangements apply, the recipients of the material are often the National Audiovisual Archives. Iceland does not have such an institution and the responsibility of the legal deposit material is divided between the AV Department of the National and University Library and the National Film Archive of Iceland. A considerable part of the audiovisual heritage of Iceland is kept in what Schüller (2005) calls "comparatively small institutions which cannot be seen as archives in the narrower sense due their endemic lack of financial resources." Apparently, the only audiovisual archive that has an acknowledged status is the National Film Archive of Iceland. Besides being legally defined in the Cinema Act of 2001, it is also provided with facilities and expertise.
The RÚV Archive holds the largest audiovisual collection in Iceland, preserving not only the country's broadcast heritage but also the largest part of Icelandic music recordings. The material is unique as well as being very significant both culturally and historically. Although the role of the National Broadcasting Service in preserving its broadcast material has been defined by two legal documents, the Act of Ríkisútvarpið ohf. No. 6/2007 and the Agreement on Public Broadcasting Service from 2007, the Ministry of Culture has not paid sufficient attention to the funding of the RÚV Archive. While responsible for preserving a major part of the nation's audiovisual heritage, the archive has not enjoyed an independent budget and has more or less functioned as a service unit for RÚV productions.
In the recent years the discussion on cultural heritage preservation has evolved round digital heritage and its preservation. The digitization projects, however, aim to optimise access with a focus on traditional text documents. The cultural institutions that keep audiovisual materials operate in an environment that is largely text-orientated. Consequently, the audiovisual collections have been given low priority or simply left unnoticed.
The picture that emerged after studying the legal and official documents has been supported by the information gained in interviews with the staff. A few interviewees expressed their concern about how little recognition the AV collections had received from the authorities. The emphasis has been put on everything that is printed: "There is so much about libraries. It is as if 98% were libraries. And then there are archives and then nothing else." Another staff described the attitudes in a text-orientated environment: "To write, the older the better .... But what has been recorded last year or two years ago or something like this, not old enough to preserve." An opinion was voiced that on the whole, audiovisual material has not been taken seriously as part of the cultural heritage of Iceland: "... the perception of cultural heritage is somewhat biased," and that the Ministry of Education has been pushing it aside as a minor issue: "... there is no cultural institution that contemplates about it, or nobody at all. People have so much been bound to manuscripts here." Understandably, the Icelanders' self-image as a nation has been strongly based on the literary heritage, especially on the Sagas, the manuscripts of which have been proudly shown to all VIPs who visit the island. The visual arts were basically nonexistent until the second half of the nineteenth century. The last decade, however, has brought a rapidly growing recognition of the importance of visual and performing arts as parts of cultural heritage. The policymakers' increased awareness of the audiovisual heritage and its significance to the researchers and general public as a source of modern history would help to spotlight the problems and needs of audiovisual preservation.
Conclusion
The study involved ten very different institution that are in charge of preserving mainly unique film, video and audio documents, ranging from a major broadcast archive to minor collections with no staff specially in charge of the audiovisual materials.
The audiovisual collections in Iceland have a marginal status in the sphere of cultural heritage preservation as only one of them, the National Film Archive, has gained the legal status of an independent archive. The Archive of the National Broadcasting Service RÚV in particular deserves far more recognition from the authorities. Taking account of the size, the scope and the historical value of the RÚV collection, it could be regarded as the de facto National Audiovisual Archive of Iceland. The preservation of broadcast history as a whole is another issue that calls for more attention. The legal obligation of preserving broadcast material covers only the programmes transmitted by the National Broadcasting Service. The long-term preservation of the production of private broadcasters has depended on the awareness of the managers and the personal enthusiasm of the archive staff.
While the physical condition of the collections studied appeared to be fairly good, comparatively little attention has been paid to the storage conditions of the analogue carriers as the discussion on cultural heritage preservation is focused on digitization. It is also a matter of some concern that only one Icelandic institution that preserves audiovisual documents has storage facilities that comply with acknowledged international standards of audiovisual preservation.
The interpretation of cultural heritage in Iceland has evolved in a largely text-based environment. However, the nation's twentieth century history has not only been written but to a considerable extent, been recorded on various audiovisual media. Therefore, in the future the political, cultural and social research would increasingly be based on audiovisual resources. The lack of finances and staff proved to be the main obstacles to executing the plans for large-scale digitization of the collections that the policy documents of the Ministries have envisaged.
In view of what has been presented in this review, the Icelandic authorities surely have to acknowledge the need for clearer policies and practical measures for the preservation of the nation's audiovisual heritage. Bearing in mind the short life of some carriers and obsolescence of the equipment, a large part of Iceland's audiovisual heritage might be lost forever in ten years time.
